In this article I explore the creative potential of Māori indigenous performative knowledge such as ihi. My research investigated personal experiences as a performer and choreographer during the creative process, exploring and engaging with practices that foster ihi within contemporary performance. I draw on practice-led research methods in the choreographic and performance process of creating a duet called Ngā Whaiaipo o te Roto -Lovers of the Lake, performed in the Auckland Tempo Dance Festival (Williams, 2012) . By exploring Māori concepts of performance within contemporary dance practices, I explored the potential to sustain indigenous knowledge, meanings and connections in how Māori cultural concepts are transferred into a theatre context. 
Introduction
The focus of this article is an exploration of the creative potential of Māori indigenous knowledge, within the creative process of creating a duet work Ngā Whaiaipo o te Roto-Lovers of the Lake (Williams, 2012 . I begin by offering a background to this practice-led research I conducted within my graduate study at
The University of Auckland, commenting on my experiences immersing myself in a predominantly Western institutional setting that is very different from my home environment in Rotorua. Drawing on Kaupapa Māori research methodologies within practice-led research allowed me to bring together Western and Māori research approaches in the dance studio, as I will discuss below. I realised that I was worried about how I could integrate the two cultures that I am most influenced by, and how this would be achieved in a culturally appropriate manner. I had witnessed many choreographic works, professional and through the undergraduate programme at university, that attempted to integrate example, when I returned to the studio I needed to recall the feeling of walking into the lake, and the shiver that grew from a slight chill to an overwhelming adrenalin rush through my body.
These tangible experiences are what I drew from as a choreographer and performer. There were no physical training or technical movements I could easily go back to. I believe this contributed to the choreography and fostered ihi within my performance. However, the challenge was to recreate these experiences and dialogue with ihi, without the direct environment influences. My dance partner and I had to transfer this experience into a studio context and choreographed movement; this became a working process that required a lot of patience from us both.
With these experiences, my dance partner and I were able to explore how returning to a certain location may impact on our choreographic practice. Through experiencing Hinemoa and Tutanekai's environment, we had the intention of building a relationship in this location that could then be carried through to our performance. This concept could also be considered within a performance such as ours, which reflects and draws on Māori cultural concepts. I felt that these ideas could be adopted within our choreographic process to provide guidance when working with Māori indigenous performance concepts (Bacon & Midgelow, 2011; Matthews, 2011; Sharples, 1985) .
One of the obstacles that I faced was that although body memories may have were returning and recycling movements that felt comfortable because of our habitual state of mind and the environment we were situated in at that time.
As a consequence, in this research I focused on how to explore movements, 
He mahi urupare-feedback process
From the outset of the choreographic process I had consciously planned to prioritize feedback sessions as a way to further develop the piece. Initially I sought feedback from my own whānau and friends, as well as from university peers and lecturers.
I have observed that the hardest audience to impress is often our own whānau and friends. My dance partner and I travelled back home to Rotorua and had organized a showing of the duet for our whānau. These people taught us everything we know about Kapa Haka and Māori culture. There was no room for misinterpretations; they were very familiar with the story of our piece. I remember feeling very intimidated and nervous as more whānau walked into the dance studio. She would be cold, her hair would be messy and she'd be frightened".
ix Feedback is a practice that has already been established within the Aotearoa dance community. Perhaps it is through seeking feedback from people outside of the dance industry, such as whānau in Rotorua and kaumātua (elders) x , a Māori-defined and apportioned position), that another element is added to our performance process and presence. The decision to seek feedback from whānau and kaumātua also connects to the Kaupapa Māori whakawhanaungatanga methodology this research has taken (Bishop, 1998; Mane, 2009; Smith, 1999) .
Whakawhanaungatanga reflects characteristics of kinship, and the relationships between the researcher, research participants, environment and cosmos, all aspects that were encouraged throughout this research process (Bishop, 1995) . By creating a relationship between my dance partner and myself as the performers and our whānau from Rotorua, this process opened up and led to discussion, advice and questioning of the choreographic process, and embracing of their perspectives as well as my own. As a dance practitioner and researcher, if I am unable to justify myself to kaumātua and whānau, then I know I have misunderstood something along the way. The opportunity to have this relationship allows me to 'check-in' with the perspectives of my Māori community, who may not be familiar with the contemporary dance scene, however provide expertise and suggestions in areas such as Māori concepts and stories. As the researcher, co-choreographer and performer, I had to continuously remind myself to carry through a critical indigenous methodological approach (Freire, 1970; Smith, 2005) .
This research prioritized the input and guidance of kaumātua and whānau from Rotorua. This meant that if I was unsure of any information I was given through feedback or informal conversations, if I needed a second opinion around how I was incorporating Māori ideas and concepts into my choreographic process, these concerns would be clarified, through a process of discussion and conversation with kaumātua and whānau (Kovach, 2009; Wilson, 2008) . Enabling this dialogue for feedback, advice, suggestions and personal input allows whānau members from home to feel some ownership of and input into the process, research and end product of Ngā Whaiaipo o te Roto (Bishop, 1996; Mane, 2009; Smith, 1999) .
Through our inclusion of this process, whānau and kaumātua members become aware that this research and choreography belong to our people, our ancestors
Hinemoa and Tutanekai and others who have contributed throughout the process.
Throughout our Kapa Haka practices, on more than one occasion, kaumātua came to guide, share their knowledge and give feedback on our performance. I believe that kaumātua are one of the most valuable sources of our Māori indigenous knowledge, throughout our journey; their approval, support and encouragement are of high importance when performing and drawing on Māori indigenous knowledge. The knowledge and stories they shared were the moments I felt I learnt the most. The knowledge of our ancestors, being passed down from our kaumātua is not offered on a regular day basis; therefore this process is extremely valuable and treated with the upmost respect when an opportunity arises, either during or outside of Kapa Haka practice.
In addition to valuing highly the input of whānau and kaumātua, I was also keen to gain the perspectives of someone who was technically trained and had experience within the contemporary dance scene. I drew on feedback from a lecturer in the dance studies programme at The University of Auckland who had expertise in contemporary and ballet dance. This meant that she brought knowledge that my dance partner and I had not yet acquired, and I believed this particular feedback could potentially assist our choreography and performance, and challenge the movement technicalities of dance technique. However, as discussed above, I felt it was also important to share this process with my kaumātua and whānau. This meant that there were times when I wondered if the choices I was making, in relation to gaining feedback within the choreographic process, would be considered culturally appropriate to tikanga Māori (correct procedures) xi (Bishop, 1998; Smith, 1999 reflect on our experience with our lecturer's feedback. I was surprised that, after we had shown her the first stage of the duet, she had questions about our performance quality. She questioned the performance quality of our facial expression, eye contact, the relationship between us and even the feeling we were trying to project when in stillness. This was not the type of feedback I had expected.
I was quite worried that the absence of performance presence captured her attention. My dance partner had his own agenda about the choreography being aesthetically pleasing to watch, understood and connected with the story; whereas I had my research agenda. This choreographic process had supposedly contributed towards fostering ihi within my performance. If our lecturer could not feel or did not experience ihi through the performance, then had this research not achieved what I had set out to do? I shared my concerns with my dance partner, and we came to the conclusion that we were more focused on executing the movements 'correctly', in this particular feedback session, because of who our audience wasour contemporary and ballet trained lecturer. We had been rehearsing prior to this feedback session trying to get the exact counts of every movement and every pointed or flexed foot, purely focusing and valuing the aesthetics of our choreography. Kaeppler (2003) states that "aesthetic principles are cultural values" (p. 161). Perhaps the assumptions made by my dance partner and Ipredetermining what our lecturer would value-did not reflect on any of our Māori cultural values or philosophies of carrying ihi through our performance. On reflection, our assumption did not align with the methodology of applying a phenomenological approach to our choreographic process (Barbour, 2005; Fraleigh, 1991; Rothfield, 2005) .
Reflecting on this experience, I acknowledge that my presupposed ideas almost defeated the purpose of what a feedback session encompasses. The experience forced my dance partner and I to reflect on our own decisions, shifting our attention to a different way of thinking and preparing for our performance.
However, the experience also raised further concerns. We had created this work, mastered the counts and movement technicalities, but our ihi was absent.
After the feedback session with our lecturer, I realized that perhaps ihi is not something you can always possess within performance? The preparation and practice of concepts and values that stimulate ihi prior to this particular performance were not carried through when we showed the duet to our lecturer. My response to this is yes, it does. At every feedback session I was able to understand and grasp the performance aspects that make up and project ihi. I became more aware that ihi cannot be taken for granted within performance: I, as a performer, cannot automatically tap into this conscious state of ihi preparation.
Time is required to find ways that draw me into this spiritual realm of ihi.
However, I also question if ihi can be overworked and forced into a performance, performance. However, after this conversation, I realized that we both had not carried through the values of our Māori knowledge, tikanga and practices. There may have been distractions throughout the day that influenced how particular decisions were made. We had prioritized and worked so hard on carrying these values through during our creative choreographic process, and questioned why these distractions deconstructed our way of preparing and centering ourselves leading up to this particular performance? Karakia was not a creative task used in the choreographic process to specifically foster ihi within my performance, but it was a way we used to draw energy, acknowledge our ancestors, whānau and focus on our surroundings and purpose of the performance. We had neglected to carry this attitude and way of thinking all the way through to walking on stage. The preparation with lighting and projection technical difficulties, on the day, had consumed a lot of our time and thoughts. I could easily allow these factors to be the reasons why we were distracted. However, this is the nature and environment of contemporary dance performance and we did not prioritize or carry our Māori cultural values and ways of preparing, doing and knowing. Distraction and excuses disconnected our performance and ihi on stage and between each other.
Establishing a healthy relationship between my dance partner and I, other
Tempo performers and Tempo crew had never been a priority. And, yes, this is a core value-whakawhanaungatanga-that we had upheld within our creative and feedback processes. Taking time to do a karakia-acknowledging tūpuna (ancestors), whānau and Atua (ancestor with continuing influence or supernatural being) xii -had been left at the door when we walked into the theatre, despite these values being things we had been taught through our upbringing, discussed and researched throughout the choreographic process (Bishop, 1995; Mane, 2009; Smith, 1999) . On reflection, I realized how easy it is to misunderstand or abandon the values of Māori cultural knowledge, whether that be through a different environment or the influences of others.
These Māori ways of doing and knowing mentioned within this study did foster the understanding and meaning of how I as a performer can stimulate ihi. I had practiced, put time into sifting through and connecting experiences and meanings from my Māori cultural heritage and established and made meanings of these approaches. However, the realization of practicing these approaches and tasks led me to believe that, because I had practiced this, ihi would inherently transfer to my performance. The environment and mind set in which I have been conditioned to dancing, stimulating choreography and preparing for performance could in turn influence my decision making when creating movement or preparing for performance.
Through this particular performance I learnt that ihi was a performance presence that could not be inherently expected to be present within my performance. I acknowledge the subjectivity of ihi and this claim could be argued otherwise. One could question my abandonment of practicing Māori cultural concepts leading up to the performance. Perhaps the idea of practicing how to transfer and consider Māori cultural performative knowledge within my performance preparation could enable a better understanding of the procedures needed when preparing for a performance within a contemporary theatre context (Matthews, 2011; Richards & Ryan, 2004; Royal, 1998; Sharples, 1985; Whitinui, 2008) . Through this performance process, I was able to clearly identify that I, as a performer, do not always project, feel or consciously think in an ihi state through my performance. This method of stimulating ihi, off or on stage, is a preparation that perhaps needs to be practiced and carried up to the very moment I walk on stage, and even then ihi is not guaranteed.
The time and effort I put into applying my Māori cultural knowledge into practice, is only a fraction of what is involved. Māori cultural knowledge is described as an embedded way of knowing and doing. This idea can be transferred into Māori contemporary dance by doing simple things such as karakia at the start of the performance, acknowledging ones who have passed, such as our ancestors
Hinemoa and Tutanekai (Buckland, 2001; Sharples, 1985; Whitinui, 2008) .
Throughout this research process an open dialogue between all involved has been a priority. However, this was not evident between my dance partner or I on the day of this particular performance. On reflection I feel that the concept of ihi needs to be carried through the entire choreographic process, inclusive of the performance, maintaining the idea of ihi as part of everyday life. Within a subsequent research project, I discovered the understanding of the concept ihi slightly differed depending on the generation speaking about it . Through informal dialogue with whānau members, I found that an older generation appeared to understand ihi as something as part of everyday life, whereas, a younger generation seemed to believe it was also a performance specific trait . The older generation was that of my grandmother.
She explained that when she cooks for whānau, her ihi and passion comes through preparing and the presentation of the kai. When whānau leave the table full and satisfied she believes this is where she feels most pleased and proud. These performances allowed me to better understand the knowledge that was given to me by various whānau and members of my community in Rotorua.
These everyday whānau rituals then became practices to include in preparing and fostering ihi within contemporary dance performance. Perhaps through these practices, drawing on the ideas and concepts of indigenous Māori cultural knowledge will naturally inform my perspective of choreographing, performing and thinking about my own ideas and concepts of Māori culture and contemporary dance.
Sustaining Māori performative knowledge
The practices mentioned within this study offer foundational ideas about how ihi can be stimulated and fostered within performance. The connections made from my experience and participation with my Māori cultural Kapa Haka group, Tūhourangi Ngāti Wāhiao, place and environment and the contribution of feedback from all the research participants within this study, I was able to make meanings and better understand the implications and value of Māori cultural performative knowledge such as ihi. Ihi is complex, and a concept that is not easily definable nor is it necessarily guaranteed within my performance. A conscious shift allowed me to realize that ihi is more complicated than merely practicing methods and approaches in preparation for performance. Ihi's density in meaning and understanding exceeds more than that of preparation and practice. As a performer, I was able to draw on these particular practices to stimulate and foster ihi within my performance. However, it was through a conscious decision to remove myself from a predominantly Eurocentric way of thinking within contemporary dance that allowed me to return to my Māori cultural perhaps it is about who has access to the methods and approaches through which ihi can be sustained. Thus, I have come to understand that ihi is not a trait that is bestowed upon somebody, but a performance trait that is developed through methods and approaches. Through experience, discussion and questioning we can better understand the concept of ihi, and how this may be transferred into contemporary dance in a variety of locations and ways.
iii Prime is an annual performance platform under the umbrella of Tempo Dance Festival for choreographers in their prime http://www.tempo.co.nz/index.php/allcategories/icalrepeat.detail/2014/10/10/23/-/prime iv This research drew on my own lived experiences. While there are people mentioned in the study, I have removed names and assured their privacy is respected. Under the philosophy of Kaupapa Māori ethical consideration and care was given to knowledge within this project. Because of the nature of drawing on my lived experiences ethics approval was not needed. v Te Matatini Festival-a biennial festival between different Kapa Haka groups from New Zealand and Australia competing for 'the honour of being crowned the best of the best'. http://www.tematatini.co.nz/ vi Wairua-spirit, soul. Spirit of a person which exists beyond death. It is the non-physical spirit, distinct from the body and the mauri. To some, the wairua resides in the heart or mind of someone while others believe it is part of the whole person and is not located at any particular part of the body vii Kaupapa-topic, policy, matter of discussion, plan, agenda, proposal. viii Kōrero-speak, response, narrative, discussion, conversation, discourse. ix The comment refers to the 1990s American television drama Baywatch about surf lifesavers and beaches.
x Kaumātua-elders, a Māori-defined and apportioned position. xi Tikanga-correct procedure, custom, habit, lore, method, manner, rule, way, code, meaning, plan, practice, convention. xii Atua-ancestor with continuing influence, god, supernatural being, deity, ghost, object of superstitious regard.
